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the visual allegory of the Good and the Bad Prayer is one of the rarest -and one of the most intriguing -pictorial creations of the later middle ages. in most of the forty or so known examples, a pious, poor man and a distracted, rich man, both in attitudes of prayer, face one another on either side of the suffering Christ, shown either crucified or as the Man of sorrows. a key feature of the image are the bundles of thought-or prayer-lines that indicate and link both men to the respective objects of their innermost ruminations -the wounds of christ in the case of the pious individual, and an inventory of worldly possessions, often displayed within a tall, multi-storied building, in the case of his wealthy counterpart. the Good and the Bad Prayer imaginatively translates into visual language a prominent passage from the sermon of the mount (matthew 6:19-24) , in which christ admonishes his audience to collect heavenly over worldly treasures -or face the consequences. the image provides a veritable object lesson in the making of pictorial allegory on the eve of the Protestant reformation, and takes us straight to the heart of the Church Reform of the later fourteenth and fifteenth centuries, with its agenda of pastoral instruction, promotion of various techniques of lay prayer, and the concomitant condemnation of the ethics and practices of materialism and conspicuous consumption. yet, despite its rich cultural and iconographical resonances, the representation of the Good and Bad Prayer has never been the subject of a more focused and sustained investigation. apart from a series of brief articles (often mere notices) on individual images published since the 1930s, 2 the only comprehensive study of the allegory remains an essay by the swiss folklorist robert Wildhaber, published in 1967 and later condensed into an entry for the second volume of the Lexikon der christlichen Ikonographie (1970) .
3 more recently, the image has also come to the attention of historians of material culture, 4 ethnographers, 5 theologians, 6 historians of medieval German literature, 7 and a select group of art and visual historians based around the Baltic sea. it is indeed here, along the shores and in the hinterland of the former spheres of influence of the Hanseatic League and the Teutonic Knights that most of the surviving examples of the Good and Bad Prayer are to be found, almost exclusively in the medium of wall painting and often in tandem with other didactic types of images. in so far as this peculiar geographical distribution has elicited a scholarly response at all, it has done so mainly in the context of research conducted on a series of teams of itinerant muralists active in both eastern denmark and southeastern sweden during the half-century before the Protestant reformation (c. 1470 -c. 1520 ). While the so-called elmelunde master seems to have introduced the Good and Bad Prayer to the danish islands of møn and falster, 8 a second workshop, headed by the equally now anonymous everlöv master (a possible pupil of the elmelunde master), brought the iconography to skåne in southern sweden (then politically a part of denmark).
9 the imagery is perhaps most famously associated with the name of albertus Pictor (albert målare), who may have received his initial training in northern Germany during the 1450s before decorating a whole series of parish churches in western uppland, vätmanland and södermanland between 1465 and his death sometime around 1509. 10 the precise extent of his oeuvre is still subject to an ongoing debate, though at least nine of the churches attributed to him or members of his shop feature a representation of the Good and Bad Prayer, often in the porch or vapenhus, where in conjunction with a whole range of other moralizing, eschatological or exorcistic images the allegory served to frame and structure the experience of entering the sacred building ( fig. 1) .
11 Pia melin's examination of these highly didactic image cycles, published in 2006, also contains a brief chapter on the Good and Bad Prayer, as imagined and depicted by albertus and his troupe of artists, which to date represents the single most extensive treatment of this iconography.
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there is, then, a growing, if still modest, awareness of, and interest in, the allegory of the Good and Bad Prayer across a variety of academic disciplines. With this contribution, which both builds on and expands from previous scholarship, i hope to stimulate further research into both the origins of this fascinating image and its eventual application Kvarnträsk, 19.-22. augusti 1974 , ed. by Louise Mille, Mogens Thøgersen (Åbo: Åbo Akademi, 1976 , [215] [216] [217] [218] [219] [220] [221] [222] [223] [224] [225] [226] [227] Fåfängans förgänglighet, [122] [123] [124] [125] [126] [127] [128] [129] [130] [131] [132] [133] , parish church, Good and Bad Prayer, c. 1470-1480 by albertus Pictor to various physical, semantic and experiential frameworks. my aim in this article is threefold: first, i will attempt an outline of what may be called a diachronic history of the Good and Bad Prayer before its introduction to southeastern sweden by albertus Pictor in the 1470s. needless to say, because of the very low survival rate this story comes, at least for the time being, with its fair share of missing links, raising at this point perhaps more questions than providing answers. second, i wish to tease out some of the broader iconographical and cultural implications of the image, proposing various (partially overlapping) rings of enquiry within which it can be effectively examined. And third, to facilitate subsequent research on the Good and Bad Prayer and to provide easier access to depictions that have so far eluded scholarship, my investigation concludes with a preliminary catalogue of those examples known to me at the time of writing (June 2013), forty-one in all.
13 it is hoped that in time many more representations of this important image will come to light and be added to this steadily growing corpus. Judging by what has survived it appears that almost from its very inception in the fourteenth century, the Good and Bad Prayer would have been most frequently encountered in the context of mural cycles designed for parish churches or hospital chapels, and largely directed at lay audiences. it may therefore come as a bit of a surprise to find the earliest known instance of this iconography ( fig. 2 ) in a manuscript intended for the theological instruction and moral edification of nuns and novices -a richly illuminated latin Psalter produced in c. 1330 for the Benedictine double (male and female) convent of engelberg in central switzerland (engelberg cod. 62; cat. no. 7) .
14 the allegory (fol. 17r) figures as part of a sequence of twenty-four prefatory, full-page miniatures and is paired with the representation of the throne of solomon on the opposite page (fol. 16v). despite its early date, the image already appears fully-formed, its principal components and disposition differing little from those versions produced during the fifteenth and even sixteenth centuries. A very bloodied Christ is flanked here by two praying men, the dexter one bearded, with unkempt hair, a simple, long robe and bare feet (nudis pedibus), the other, on his sinister side, clean-shaven and wearing a fashionable long-sleeved mantle and buckled shoes. thin, white lines or cords as delicate as spider's silk issue from the mouths of the two men and attach themselves to the true sites of their most ardent imaginings, which Matthew 6:19 respectively identifies as the thesaurus in caelo and the thesaurus in terra. While the cords of the poor and pious man form umbilicals that link him to the saviour's spraying stigmata, the rich man's thoughts dwell, despite his exterior attitude of genuflect 14 I thank Orsolya Mednyánszky for helping me locate this example. fig. 2 . engelberg, cod. 62, fol. 17r, Good and Bad Prayer, c. 1330 prayer, in an altogether different place, as he longingly revisits in his mind an inventory of his riches. Whereas one strand leads to a kind of cellar, into or from which a servant carries a sack of grain (or gold?) and in which another busies himself with a large wine barrel, a different bundle of lines has affixed itself to a caparisoned horse with its groom. finally, a third string of cords reveals to the viewer a table on which various banqueting vessels are ostentatiously displayed.
15
Just what prompted the nuns of engelberg to incorporate this unusual image into the prefatory cycle of their Psalter is as difficult to determine as the question whether this representation was copied or adapted from an even older (and now lost) source or whether indeed it was here, in this very manuscript, that the allegory of the Good and Bad Prayer had its iconographical premiere. on the one hand, given the intended audience, the choice of a pair of laymen as the image's principal pictorial protagonists may strike one as rather peculiar (a second Crucifixion allegory in this manuscript, on fol. 12v, shows christ being nailed to the cross by female personifications of virtues). On the other hand the double community of engelberg was well-connected and intellectually vibrant, and would have provided an ideal environment for the level of sophisticated pictorial reasoning expressed in the allegory.
16 Precedents for this kind of monastic image making certainly abound; it may suffice here to draw attention to the contributions made to the development of visual allegory by compendia such as the Benedictine Hortus deliciarum (1167) (1168) (1169) (1170) (1171) (1172) (1173) (1174) (1175) (1176) (1177) (1178) (1179) (1180) (1181) (1182) (1183) (1184) (1185) 17 or to the galvanizing influence which the Dominican Speculum humanae salvationis (c. 1310-1320) exerted on the formation of late medieval marian and Passion iconography.
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after its putative debut amidst the folios of the engelberg manuscript, the image of the Good and Bad Prayer seems to disappear from view for a half-century or so, before resurfacing again in the medium of wall painting in two disparate localities at once toward the end of the fourteenth century. the story of the allegory now bifurcates, with one strand unraveling in the cities of the hanse and the Prussian confederation, the other leading to the valleys and foothills of styria and the south tyrol. there is yet a third aspect to this narrative, that of portable media such as drawings and prints, which may explain how the imagery was transmitted from one place to another, often across considerable geographical distances.
our investigation next takes us to the hospital church of the holy spirit in the hanseatic port of Wismar, which preserves on its north nave wall a pair of now-fragmentary murals of the three living and the Three Dead and of the Good and Bad Prayer ( fig. 3; cat. no. 40) .
19 dating to c. 1380-1400, 20 these paintings were initially located on either side of a door that gave access to the hospital cemetery inside the adjacent cloister quadrangle. thus positioned, the two images -one a memento mori, 21 the other encouraging the renunciation of material objects and concerns -would have invested the act of moving from the world of the living to the world of the dead with a particular and perhaps deliberately unsettling kind of urgency. all that survives today of the Good and Bad Prayer is the rich man's thesaurus, which is represented here not as an assembly of individual scenes, as in the engelberg Psalter, but as being contained within a two-storied building fronted, like Wismar's great Kontorhäuser, by a narrow brick façade with a stepped gable and shuttered storage attic windows. in this house of unsalutory memories the 19 Both were uncovered in 1968 19 Both were uncovered in and restored 1973 19 Both were uncovered in -1974 see Heinrich Nickel, Mittelalterliche Wandmalerei in der DDR (Leipzig: Seemann, 1979), 295. 20 This date is suggested by the post-Parlerian attire of the one surviving king in the painting of the Three Living and the Three Dead (courtly, forked beard; short, tightly-fitting, slim-waisted tunic with decorated Dupsing belt). The murals were partially destroyed in 1410-1420, when two chapels were added to the north side of the nave; see Hans-Christian Feldmann (ed.) rich man's thoughts are arranged in all their vainglorious depravity: here a slim-waisted woman, perhaps his wife or mistress, lovingly admires herself in a mirror, while next to her a soft bed with stuffed pillows invites repose or bodily pleasures; there, a locked chest (Kastentruhe) with iron hinge straps and lock plate beckons to be opened while from a rack above hang sumptuous garments; on the floor below, in the servants' sphere, a cook prepares a roast over a spit, whereas in a stable, two horses, a bay and a grey, await their master's command. all of these props embody par excellence the world of things as described in matthew 6:19 ("where the rust, and moth consume, and where thieves break through and steal"), while also conjuring up the spectre of the seven deadly sins (i.e. mirror, horses, garments -superbia; woman, bed -luxuria; treasure chest -avaricia; sunday roast -gula). as a pictorial and mnemonic device this house of riches stands at the beginning of a long tradition of such architectural thesauri; these encompass both the tall, armoire-like edifices in the Good and Bad Prayers of Albertus Pictor and the richly appointed mansions which the devil conjures up for the dying man in the illustrated versions of the fifteenth-century Ars moriendi.
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While the Wismar mural thus anticipates later iconographical trends, artists elsewhere worked with different visual templates. Just how malleable the imagery was even at this early stage is suggested by a wall painting in the parish church of søborg, located northwest of copenhagen on the danish island of sjaelland (cat. no. 33) . dating to c. 1400-1420, the image never appears to have featured an inventory of riches, nor indeed prayer lines, yet for all intents and purposes it still represents the theme of the Good and Bad Prayer, as two praying laymen, one bearded and older, the other clean-shaven and wearing a short tunic, face one another on the appropriate sides of the Crucified. A similar spiritual standoff is staged in a somewhat later version of the theme, a secco painting in the parish church of st thomas at nowe miasto lubawskie (neumark) in western Prussia, in which the pious man is a pilgrim and the distracted man an aristocrat with an enormous fur hat (cat. no. 22) . in contrast to søborg, this mural of c. 1440-1450 also features a house of riches, which is depicted here as a crenellated castle rising from a rocky promontoryperhaps a deliberate visual jibe against the unpopular teutonic Knights, who finally lost their control over the town in 1454, when Neumark joined the Prussian federation.
in the meanwhile, further inland in the lower saxon duchy of Grubenhagen, the trustees of the hospital of the holy spirit at einbeck commissioned a Good and Bad Prayer for their leprosy chapel of st Bartholomew, located extra muros on the eastern outskirts of the town ( fig. 4 ; cat. no. 5). famous for its beer, einbeck had joined the hanse fig. 4 . einbeck (lower saxony), chapel of st Bartholomew, Good and Bad Prayer, c. 1430-1440 in 1368, a move that may unwittingly also have facilitated the exchange and transfer of artistic ideas. as at nowe miasto lubawskie, the einbeck mural, which dates to c. 1430-1440, depicts the pious man as a spiritual pilgrim while his opponent, a Judas-haired hoarder, is shown clamouring for ever-greater riches, as he rapaciously exclaims da mychi bona temporalia ("give me good temporal things"). in his delusional quest for bona temporalia (here various family members, livestock, and an enormous Stollentruhe with clamp-front construction), the rich man is aided by an airborne demon, who on his scroll knowingly quotes matthew 6:21 Ubi thesaurus tuus ibi cor tuum ("for where thy treasure is, there is thy heart also"). it stands to reason that just as in the heiligen-Geist-hospital at Wismar this powerful rhetoric would not have been lost on the ailing, moribund viewers of the image, and after prolonged exposure one or the other may have felt sufficiently compelled to abandon his earthly cares and give generously toward the institution that sustained him through his last days.
We now turn southwards, towards the eastern alps, where the theme of the Good and Bad Prayer had found a second foothold, and where, just as in the hanseatic Kunstlandschaften, it was subject to constant experimentation. We can see this already in the earliest image of this group, a wall painting in the centralized parish church of st George at fig. 5 . scena (south tyrol), st George, Good and Bad Prayer, c. 1390-1400 scena (schenna) in the southern tyrol, located about thirty kilometers northwest of Bolzano (fig. 5; cat. no. 31) . The mural figures as part of a larger cycle of hagiographical scenes commissioned sometime around c. 1390-1400 from an anonymous artist now known as the maestro di s. Giorgio. rather unusually, the pious man, here with a carpenter's axe and accompanied by a veiled woman, appears on the sinister side of christ, perhaps to indicate his state of humility. as his thick, vein-like thought lines attach themselves to the wounds of the saviour, he mouths the words of the oratio pauperis ("hear, o lord my prayer: and let me cry come to thee"; Psalm 101:2), a passage that forms part both of the server's Confiteor at the beginning of mass and of the seven Penitential Psalms, prayed during lent.
23 meanwhile, his female companion and the trio of angels above strike a more festive and anticipatory note, as they respectively recite a verse and a hymn from the introit of mass ("come ye blessed of my father", the words that matthew 25:34 has christ speak to the just souls on his right hand at the last Judgment, and the Gloria in excelsis deo
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). Aside from a fragmentary bearded figure the pictorial protagonists on the dexter side of the Crucified have been lost, so the question as to who (and what) complemented this fascinating tableau of simultaneous contrition and joyous foreknowledge must be left unanswered. even though with its liturgical references the mural at scena remained a non sequitur, one element of its design -the positioning of the pious man on the left side of christ -was later taken up in several sixteenth-century versions of the theme, perhaps anticipating (and in one case echoing) the gradual reversal of the traditional dichotomy between right and left in the reformation imagery of lucas cranach the elder and his contemporaries (cat. nos. 1, 2, 10, 15, 20) .
After fifty years or so the iconography of the Good and Bad Prayer surfaced both at ortisei (st. ulrich im Gröden), also in the Bolzano region of the south tyrol (cat. no. 23), and further eastwards, at Ptuj (Pettau) in lower styria (cat. no. 26) . the exceptional mural at ortisei will be considered below; for now i wish to turn to the latter work, a wall painting of c. 1430-1440 in the nave of the parish church of St. George ( fig. 6 ). The image makers were obviously faced with rather pressing hagiographical concerns (both the Virgin and the Evangelist John and a large figure of st. Peter also had to be accommodated), so all the elements that identify this representation as a Good and Bad Prayer were moved to the left side of the pictorial field. As a result, both the pious and the wayward man kneel below the dexter side of christ, with the latter's worldly belongings being laid out for inspection just behind them. this thesaurus impresses both through the nature and the quantity of its hoard (a gated mansion, three horses, four wine barrels, a trunk crammed with moneybags), and it is complemented in the register below by a line-up of the rich man's entire family, five members in all. Just as the poor man would diligently say his multiple Paternosters and hail maries so would the self-indulgent man mull over, count and total the many things that tied him to this world, again and again.
no account of the early history of the Good and Bad Prayer would be complete without consideration of the three remarkable images which, like the engelberg Psalter miniature, were destined for more select audiences. The first of these is a fragment of a didactic panel painting now in esztergom, commissioned during the 1430s from an austrian (or perhaps hungarian) master and depicting, like the earlier mural at Wismar, a domestic setting with the 'thoughts' of the distracted man ( fig. 7 ; cat. no. 8). Particularly striking are here the blood-red filaments that enter this house from the right, greedily probe its interior and adjacent courtyard, and eventually produce a series of subsidiary arteries that fasten themselves to an assortment of caskets and boxes in the foreground; one container has popped open, like an oyster, spilling forth precious things. We have already encountered some of the panel's tempting treasures in Wismar's heiligen-Geist-hospital, and they recur again, almost verbatim in a single-leaf woodcut produced sometime between c. 1430 and c. 1460 (fig. 8; cat. no. 21) , where they are neatly arranged in six individual 'rooms' which the rich man sees and enters with his inner eye. in this, he receives aid from a demon 'tuning' his misguided thought lines, which are as taut as the strings of a violin. A similar tensile strength also flexes the imagination cords of the distracted man in the third image of this sequence (fig. 9; cat. no. 29) , a drawing in a miscellany from the second quarter of the fifteenth century (Rome, Biblioteca Casanatense, Ms. 1404) , whose eclectic assemblage of allegorical representations, mystical diagrams, pagan gods and scenes from classical mythology and the old fig. 8 . munich, staatliche Graphische sammlung, Good and Bad Prayer, c. 1430-1460 testament was studied by fritz saxl in two groundbreaking papers of 1927 and 1942. 25 depicted on fol. 2r (next to a Wheel of fortune and a personification of superbia, a woman holding a mirror), this Good and Bad Prayer uniquely positions the two kneeling opponents on either side of a wayside shrine with the imago crucifixi; this arrangement places the viewer at a critical moral crossroads, where he or she must choose between the paths to heavenly and earthly treasures. Probably originating, like the esztergom panel, in the south or southeast of the German-speaking lands, 26 both the woodcut and the drawing from the codex casanatensis can serve here as stand-ins for the kinds of visual prototypes that may have been available to itinerant artists and that helped spread the Good and Bad Prayer first from the Kattegat to the Dolomites, and later, travelling in the baggage of albertus Pictor and his peers, from the maritime alps to the southern Gulf of Bothnia.
In its visual conflation and conceptual accretion of axial cross, antithetical figures and various objects from the sphere of contemporary material culture (items of fashion, the rich man's thesaurus, as well as prayer aids such as rosaries and paternoster strings) the Good and Bad Prayer is in some ways a typical product of late medieval visual and allegorical thinking. What, more than anything else, sets this iconography apart both from the Crucifixion allegories of its time (for instance the Warburg and Courtauld Institutes, 59 (1996) , 61-102, passim; Christian Kiening, Florian Eichberger, "Contemptus Mundi in Vers und Bild am Ende des Mittelalters", Zeitschrift für deutsches Altertum und deutsche Literatur, 123 (1994), 446-448; Lutz, Spiritualis fornicatio, 389-390. 26 The exact origins of the woodcut are unknown; at some stage the only extant copy was pasted into a collection of didactic and pastoral texts collated, perhaps still during the fifteenth century, in the Augustinian Monastery of Ranshofen, located near Braunau am Inn in Upper Austria. The Casanatense manuscript has been variously ascribed to a Silesian workshop (Saxl, A Spiritual Encylopaedia, 92) and, more generally, to a south German scriptorium (Parshall, "The Art of Memory", 462).
anti-Judaeic living cross
27 or the pro-papal ship of the church
28
) and from other types of fourteenth-and fifteenth-century hortatory images or imagination lines that permanently tie the two praying men to the respective realms of their desires, in this world and the next. it is these vectors of ontological (and fatal) attraction that uniquely define the Good and Bad Prayer and make it so compelling, even after half a millennium. When the image was first devised in the early fourteenth century such lines were a relative novelty and primarily found in representations of the stigmatization of st. francis, where, of course, they were shown emanating from -rather than leading toward -the wounds of christ.
31 a century later, bundles of lines began to make their appearance in at least two other types of christological representations, both of them entirely new and created and disseminated in tandem with a host of other pictorial inventions that premiered in the decades around 1400. The first of these was the mass of st. Gregory or Gregorymass, in which clusters of 'blood lines' could on occasion leap from christ's side wound (or the chalice) to provide succor to the Purgatorial dead ( fig. 10 ).
32 the second was the so-called sunday christ or Feiertagschristus, in which 'pain lines' converging on a central Man of Sorrows signal the disastrous effects of sunday labour, dramatically implicating the viewer in a contemporary 
version of the Passion story.
33 in the Good and Bad Prayer, this versatile pictorial device was reconfigured once again, with the lines now representing and projecting thoughts, imaginings, and yearnings, and giving visual form to that which only the inner gaze can truly perceive.
During the course of the fifteenth century these constant experiments in visual and semantic condensation and extrapolation brought forth a series of intriguing crossovers, in which one iconography (or a significant element thereof) was grafted onto the matrix of another, often while retaining a central armature (such as the body of christ) that was common to both images. among these amalgamations an exterior mural on the parish church of ortisei in the south tyrol of c. 1452-1460 takes pride of place ( fig. 11; cat. no. 23) . Partially painted over in the eighteenth century with one of the stations of the cross, the image represents a unique fusion between a sunday christ and a Good and Bad Prayer. a ghostly pale, orant man of sorrows is literally enmeshed here in an arterial network of human wrongdoings (in the guise of pictograms and narrative miniatures generating red lines) and of opposing depictions of piety and worldliness (traceable through white lines). of the latter, only the rich man with his crenellated house of treasures (containing his wife, bed and money chest) has survived -vain belongings all which, as the accompanying inscription helpfully explains, he "has not won at all" ("sein gut das mit-nichten gwunen ist").
the iconographical revolution that was to bring the Good and Bad Prayer to international prominence unfolded just as the roman church was fighting one of its fiercest battles yet, tackling both the crippling fig. 11 . ortisei (south tyrol), parish church, sunday christ with Good and Bad Prayer, c. 1452-1460 effects of the Great Schism and the growing threat from the radical Bohemian hussites and other heresies. conciliarism was one response to this crisis, a general spiritual overhaul (reformatio personalis) of her congregation another. During the early decades of the fifteenth century various men of the church, including Jean Gerson, Johannes nider and nikolaus von dinkelsbühl, embarked on an ambitious programme of pastoral reform which was aimed both at reinforcing orthodox beliefs and practices and at improving the religious education and welfare of laypeople.
34 even though it originated in the earlier fourteenth century, the Good and Bad Prayer was ideally suited to giving visual expression to some of the chief concerns of the reformist movement.
first and foremost, the image was about the contrast between spiritual wealth and material poverty on the one hand and material wealth and spiritual poverty on the other; 35 its primary aim was to instill in its viewers a yearning for contemptus mundi and a simultaneous hatred of amor mundi. Perhaps not entirely surprisingly, artists, no doubt in conversation with their clerical advisors, lavished much of their didactic imagination on the representation of the latter, the visible and tangible world of things, which often occupied a considerable portion of a given composition. to contemporary audiences these panoplies of alluring objects would have taken on an added significance if read against the backdrop of sumptuary laws and the fiery sermons of reformist preachers. Witness, for instance, nikolaus von dinkelsbühl, who in his homily "on abundance and on Want" thundered against a worldly person's "many servants, costly garments, large silver belt, tall and broad stone houses, many gold buttons… tall, well bred horses, abundant food and drink and other such things, which make a man not honorable".
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These diatribes against fifteenth-century commodity fetishism famously culminated in the penitential sermons of the observant franciscan friar Giovanni da capistrano, church reformer, papal envoy and dreaded "scourge of the Jews"; wherever he preached, all across the holy Roman Empire, great bonfires were lit to consume the vanities of the world. chroniclers recording his preaching activities in nuremberg in 1452 were awestruck by the high shooting flames that left a strange blue haze over the Reichsstadt, and which reduced to ashes, so they claimed, cartloads of plumed hats, doublets with slashed sleeves, pointed shoes, headdresses as well as three thousand checkerboards and forty thousand dice sets. likening the rich, impenitent and vainglorious to moles 36 "Erwirdichait oder erberchait der person sein tugent und guete werck, darumb wann vil chnecht, schon gewant, grosz silber gürtel, hoch und weit stain hewsser, vil guldeiner knoppff… hoch schone rosz, wol essen und trincken und derlay machete den menschen nicht eren wert." Quoted after Jaritz, "Das schlechte Gebet", 86, who in turn cites Ernst Englisch, " Fuelled by an academic and archaeological turn toward the everyday, the study of the kinds of objects that Nikolaus von Dinkelsbühl targets -of how they were acquired, used, touched, held, admired, enjoyed and how they shaped the experience of quotidian materiality -has become a virtual cottage industry over the past twenty-five or so years, producing a plethora of conferences, exhibitions, monographs and specialized journals. Recent publications with particular relevance to the types of late medieval objects touched on in this study include the following: Roberta Gilchrist, whose eyes are covered with a membrane that breaks only at death, capistrano frequently used actual skulls in his frightening memento mori performances, crying out to his audiences, "here is your mirror. look in and see your reflection. Where is that nose that inhaled such pleasing odours? Where is that hair that once delighted you? Where is that tongue that slandered? Worms have devoured all." 37 as a meditation on the vanities of the world and on true poverty the Good and Bad Prayer provided, perhaps sometimes unwittingly, an appropriate visual gloss on the social drama of sermons and bonfires. To tease out the eventual implications of the stark choices made by its pictorial actors, the image could on occasion include additional elements drawn from biblical, exegetical or even poetic sources. on a panel painted in an Upper Rhenish workshop in 1474 ( fig. 12; cat. no. 35) the antithesis between the stigmata-gazing ascetic and the foppish, fur-wearing and fun-loving squanderer is meaningfully enriched through narrative details from the Parable of lazarus and dives, which contemporary viewers would have been familiar with from both the original account given in luke 16:19-25 and from later medieval adaptations such as the middle english Dives and Pauper of c. 1405-1410. 38 the rich man's towering house of treasures is complemented here by its biblical 'twin', the mansion of dives, in which a banquet is in full swing while in the courtyard below dogs lick the sores of the hapless lazarus. as both men breathe their last -dives in his soft bed, lazarus on the hard, bare earth -their fates are reversed, with the pauper's soul being subsumed into abraham's bosom and the rich man's anima swallowed by the chomping fangs of the maw of hell. in a further moralizing twist, death himself materializes at the bottom of the panel (here as a cadaverous, worm-eaten skeleton that would no doubt have found the approval of the dire capistrano), and urges his viewers to leave behind their sinful lives as they confront the certainty of death and, at the same time, the uncertainty of the hour of death ("o mentsch folg miner ler / diech von dinen sünden Kör / du must sterben das waist du woll / und waist doch nit wenn das geschehen soll"). While the iconography of the Good and Bad Prayer appears to have been primarily calibrated to articulate and frame this very existential choice between two competing economies, the worldly and the spiritual, in the second instance the image also brings into focus the culture of (lay) prayer, which underwent a fundamental transformation during fig. 12 . strasbourg, musée de l'oeuvre de notre dame, Good and Bad Prayer with Parable of lazarus and dives, 1474 later Middle Ages. Perhaps the most significant change was a gradual shift from various forms of collective, liturgical prayer to a more private, personalized praying experience; advocated by pastoral theologians such as Jean Gerson and nicolas de clamanges this shift was in part occasioned by the very real observation that liturgical situations often encouraged patterns of worship that were purely extrinsic, while at the same time devotions performed outside public celebrations led to a far greater correspondence between mind and spirit. Provisions for the latter could of course not always be made, so some catechetical manuals furnished detailed instructions as to how to achieve a perfect equilibrium between one's exterior and interior person even during liturgical performances, for instance by following a certain dress code (removing one's shoes and hat), bending the knees and holding the palms together in the direction of God, all while attentively concentrating one's mind on a few simple, but effective maxims (e. g. not to seek gold and silver in prayer but spiritual understanding to do God's will, to continually call on God with a humble heart, and so forth).
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the pious man in the Good and Bad Prayer in many ways represents the perfect embodiment of these prescriptions. on the one hand, his recurrently emaciated or unkempt appearance and attire (plain, sometimes torn, with often discalced feet, and / or wearing pilgrim's garb) suggest a life of abject poverty, self-deprivation and physical self-negligence, spent well away from the materialist pettiness of the world in great humility before, and in constant search of, God. on the other hand, the cords that connect him to the wounds of the saviour indicate that he has indeed reached the end of his journey, and that soon he will perceive behind those stigmata a dimension of the heavenly that -in contrast to the rich man's thesaurus -eludes visual representation. one of the most poignant depictions of this proximity to christ can be found at Einbeck ( fig. 4; cat. no. 5) , where the pious man, here wearing the cus- tomary pilgrim's hat and bag, is joined by a censing angel emerging from a celestial cloud; even more importantly, this seeker of God makes his supplication directly above the tabernacle for the consecrated sacrament, that mystical hagioscope through which the thesaurus in caelo could be glimpsed here on earth. in my last example, a mural in the parish church of härnevi near västerås, painted c. 1470-1480 by the great albertus Pictor himself, christ's redemptive blood has been accorded a positively nourishing role ( fig. 1; cat. no. 14) . in an iconographic 'double take', the artist has overlaid the image of the Good and Bad Prayer with that of a Gregorymass, substituting the Crucified Christ with the Man of sorrows surrounded by the arma Christi and a chalice catching his blood. This visual palimpsest effectively turns the pious, barefooted man into a lay counterpart of Pope Gregory who here is being granted his own miraculous and private Gottesschau. it could also be argued that in this representation christ uniquely reciprocates the humble, pure-hearted prayer of the poor man ("have mercy on me, o God, according to thy great mercy"; Psalm 50:3), as the cords that connect his stigmata with the sacramental chalice also seemingly reverse the flow of the prayer lines, initiating a kind of 'double transfusion' of salvific cruor. While the rich man remains locked within the gravitational field of the world of material excess, the pauper, sustained and buoyed by christ's blood, is headed to that other world, "where neither the rust nor moth doth consume, and where thieves do not break through, nor steal".
Whether the viewers for whom this image was initially made were won over by its uplifting pictorial rhetoric or whether indeed they still preferred to throw in their lot with the rich man, with his enviable fittings, furnishings and fripperies, is a question worth asking. even though a more precise answer will probably forever elude us, one suspects that the churchgoers at härnevi and in parishes elsewhere might have opted for the middle path, conscientiously prayed their Paternosters, perhaps nudis pedibus, while secretly admiring and coveting the brocaded robe of a nobleman they themselves could not afford to buy. To their great vexation the proponents of the pastoral reform -preachers, liturgists, image-makers -might have discovered that serving both "God and mammon" (matthew 19:24) was in fact an all too human thing to do. a Pr eliminary cataloGue this catalogue contains forty-one surviving or documented representations of the Good and Bad Prayer known to me at the time of writing (June 2013). it comprises 32 wall paintings, four panel paintings, two manuscript miniatures, two prints (woodcut, engraving), and one example of polychromed sculpture. 22 of the images are found in scandinavia (14 in sweden, seven in denmark, one in finland), 13 are located or originated in the former holy roman empire and its adjacent territories (Germany, austria, Poland, hungary), two were produced in the netherlands, two in the former duchy of savoy (now part of france), one in switzerland and one in italy. the vast majority of the depictions, 23 in total, were created between c. 1450 -c. 1510, seven were executed between c. 1400 -c. 1450, five between c. 1510 -c. 1530, three between c. 1330 -c. 1400, and another three between c. 1530 -c. 1570. Unless otherwise specified in the catalogue, all images are in the medium of wall painting.
1. Åstrup (island of Falster, Denmark), parish church, c. 1500 location: nave, n. vault. christ: man of sorrows. Praying figures: Traditional positions reversed; young, long-haired man with belted dagger and short, pleated tunic on dexter side of christ; older, bearded man with pilgrim's attributes, nudis pedibus, on his sinister side; both with rosaries. inventory of riches: on right, behind rich man; closed treasure chest, wine barrels, female cook preparing meal over fire. iconographic context: evangelist symbols, fall and expulsion, labours of adam and eve. 3. Danmark (Uppland, Sweden), parish church, c. 1490, Albertus Pictor the image is combined with a mass of st. Gregory, substituting the Crucified with the Man of Sorrows. It is located on the south wall of the nave and appears in conjunction with the legend of st. olav, the church fathers, the fall and expulsion, and a salvator mundi. No reproduction was available to me at the time of writing. Henrik Cornell, Sigurd Wallin, Uppsvenska målarskolor på 1400 -talet (Stockholm: s. n., 1933 Cornell, Albertus Pictor, 89; Nilsén, Program och function, 62. 4. Dannemora (Uppland, Sweden), St. John the Baptist, c. 1500 location: Porch, w. wall. christ: man of sorrows with arma Christi and chalice, standing on altar. Praying men: older, bearded man wearing hooded cloak, nudis pedibus, on dexter side of christ; younger, clean-shaven man with long hair and red mantle over white robe on his sinister side, wearing galoshes; both with rosaries. Marti, Malen, Schreiben und Beten, 48, [213] [214] 266. 8. Esztergom (Hungary), Keresztény Múzeum; panel painting, 1430s, Austrian or Hungarian workshop ( fig. 7) Fragment; only right portion of image without Christ survives. The fragment depicts the object(s) of the (lost) distracted figure's thoughts: the interior of a house, in which a seated woman admires herself in a mirror; around her are arranged three treasure chests, a rack of sumptuous garments and a shelf with golden tableware; to her right is an open courtyard with outbuildings, containing two beer-or wine-barrels and a richly caparisoned horse.
Pigler, "Evagationes spiritus"; De Tervarent, "En marge du catalogue", 59-60; András Mucsi, Gothic and Renaissance Panel Paintings in the Esztergom Christian Museum (Esztergom: Christian Museum, 1990), 7-8; Pál Cséfalvay (ed.), Christian Museum Esztergom (Budapest: Corvina, 1993 ), 188; Kretzenbacher, "Drei altösterreichische Mahnbild-Zeugnisse", 131-134; Jaritz, "Ira Dei, Material Culture", 54; Jaritz, "Das schlechte Gebet", 91-93. [ccatori] ) on his sinister side; both with rosaries. inventory of riches: on right, behind rich man; sumptuous garments on rack, bridled horse, treasure chest, beer barrels. iconographic context: locally venerated saints, Passion cycle, resurrection of lazarus, Parable of lazarus and dives. Hammer, Sakrale Wandmalerei in Dänemark, [55] [56] 64, [121] [122] 160; Haastrup (ed.) 13. Härkeberga (Uppland, Sweden), parish church, c. 1480-1490, Albertus Pictor this now fragmentary mural is located on the east wall of the porch, and appears in connection with the mass of st. Gregory, a Wheel of fortune, the fall and expulsion, the labours of adam and eve, the Judensau, the temptations of the devil, the stigmatization of st. francis, and the madonna of the rosary. . 11 ) the image has been fused with that of the sunday christ, who is surrounded both by the arma Christi and by a panoramic tableau of various labours and activities prohibited on sundays and feast days. the pious man has disappeared beneath an eighteenth-century mural of one of the stations of the cross, though some of his thought-and prayer-lines still remain visible. location: nave, exterior, s. wall. christ: man of sorrows, surrounded by utensils and scenes representing sunday labour. Praying figures: Pious man on dexter side of Christ now completely obliterated; bearded, young man wearing fur-trimmed clothes (hat, short tunic) and belted purse on his sinister side (inscription below Gedankt des reichen / blickend auf sein beib und / auf sein gut das mit-nichten gwunen ist). 27. Regensburg (Bayern, Germany), Historisches Museum, Poor Souls' Triptych (Armeseelenaltar of Elisabeth and Sigmund Graner), 1488 location: the altarpiece was initially commissioned for the Graner's family chapel in the collegiate church of our lady (unsere liebe frau zur alten Kapelle) in regensburg. the allegory of the Good and Bad Prayer is, like the other scenes on the interior of the triptych, sculpted, and initially featured sets of prayer-lines fashioned from wire; the image is located above one of the seven Works of mercy (feeding the hungry) in the upper register of the left wing. Christ: Crucified. Praying figures: Short-haired cleric on dexter side of Christ; long-haired layman wearing short tunic and pointed shoes on his sinister side. inventory of riches: three-storied house with six interior spaces, revealing: treasure chest and hanging cupboard, woman with mirror (top); couple in bed, Doppelpokal on large locked trunk or chest (middle); wine barrels, groom with horse (bottom). iconographic context: last Judgment with donor family, fons vitae, madonna of mercy, elevation of the eucharist (Poor souls' mass), seven Works of mercy, Purgatory (interior, all scenes carved and polychromed); st. simon and st. Bartholomew, Savator mundi and virgin mary (exterior, painted).
